This paper examines the various pictorial representations of Xuanwu/Zhenwu, whose cult has spread since the Song dynasty. It identifies various gods and their images that were gradually subsumed by his cult to visually demonstrate the complexity of both the nature of the Daoist deity and of the evolution of Daoist iconography and religious practice.
the various icons accompanied by textual sources reveals the gradual process of the absorption of these deities in the formation of the character of Zhenwu, whose worship reached its pinnacle in the Ming dynasty. At that time, icons proliferated, and the imperial family lavishly patronized his temple home and cult center on Mount Wudang 武當山, Hubei.
This study demonstrates how various changes in his posture, dress, and attributes come to identify the various gods appropriated in Zhenwu representations. It looks primarily to the images, seeing in the numerous iconographical features the stages of the god's development. Sacred texts substantially support the development seen in art. The view of the visual manifestations of the deity demonstrates the complexity of both the nature of Zhenwu and of the evolution of Daoist iconography and religious practices.
Recently several important studies have appeared about the god. Most notable among them are those by Shin-yi Chao (2011 ), Pierre De Bruyn (2010 , Stephen Little and Shawn Eichman (2000) , Xiao Haiming (2007) , 2 and Noelle Giuffrida (2008) . 3 None of these studies, however, have focused on the how multiple divine characters affiliated with the north became part of Zhenwu's image and how his attributes reflect his assimilation of their powers. Moreover, several illustrations considered here, notably those from the Wudang Museum, have never yet appeared in English language studies; others have yet to be considered in Chinese works. Although Zhenwu is pictured among the Four Saints, as in the Yuan-dynasty Yongle gong 永樂宮 (Palace of Eternal Joy) in Shanxi (Jin 1997; see also Guiffrida 2008, ch. 3) , this study centers on representations of the deity as a single figure. Also, as fascinating as illustrated hagiographies are, they are not included in this purview.
Xuanwu
Since ancient times, Xuanwu, spiritual guardian of the north, one of the four directional spirit animals (sishen 四神) appears as a tortoise entwined by a snake. This curious manifestation has been the subject of much speculation, especially in light of the fact that the three other spirit animals of the directional quadrants are not compound images but discrete entities-the Red Bird of the south, the Green Dragon of the east, and the White Tiger of the west. Since the Neolithic, these directional deities were important apotropaic figures who were later described in such literary accounts as the Shanhai jing 山海經 (Book of Mountains and Seas). A Han-dynasty work, parts of which may be as old as the 4 th century BCE, the text describes the structure of the cosmos and the supernatural creatures that inhabit it (Loewe 1979, 148n11; Mathieu 1983; Strassberg 2002) . As K. C. Chang and Sarah Allan have shown, the spirit animals protect the center. Being in the center, moreover, one is to be imbued with political and spiritual powers in life and protection in death (Chang 1977, 291; Allan 1991, 75-78) .
As the principle of centrality dominated the organization of Shang cities, tombs, and altars, the four spirit animals guarded the sacred middle. They were temporal as well as spatial indicators associated with the rising sun in the east and the setting sun in the west as well as the four winds, the four seasons, and four primary colors (Chang 1983, 66; Allan 1991, 99) . As protectors of the center, the four spirit animals next appear on the backs of late Zhou bronze mirrors, where they fly through the ether, clouds trailing their outstretched limbs. The Warrior of the North here is cast in the earthbound guise of a tortoise entwined by a snake and remains relatively immobile. As John Major points out, the hostility between the snake and the tortoise locked in an antagonistic confrontation is a consistent feature in their representation. 4 Alternatively, they are linked in sexual embrace, the snake being the female form of the tortoise (Chao 2011, 14) . By the 1 st century BCE, bronze mirror feature the four spirit animals in cosmological designs, such as the TLV pattern which delineates the symbolic presence of the earth, constellations, world mountains, seas, and clouds (see Fig. 1 ). 5 Bernard Karlgren found evidence of their continued apotropaic function in inscriptions on bronze mirrors that call upon the dragon and tiger as protective spiritual entities-harbingers of auspiciousness and protectors against baleful threats. "To the left the dragon to the right the tiger eliminate what is baleful; the red bird and black warrior conform to the yin and yang forces" (1934, 49) . The four spirit animals rendered in dynamic postures further orient the designs of tombs. Their importance as symbolic decor on ceilings and walls continues well after the Six Dynasties (Yin 2008, 8-9) . Xuanwu as the symbol of the north achieves anthropomorphic representation in the 6 th century, as found on stone coffins in Luoyang (see Figs. 2-3) as well as in a Northern Qi mural in the and a damaged mirror in the Freer Gallery in Washington D.C. (Warring States period).
5 These geographical features appear in different designs in the concentric patterns on the periphery of the mirror; the raised bosses in the area nearer the center may be representations of the constellations. See the example from the 1 st c. BCE in Chou 2000 Chou , 1995 . tomb of Zhen Cuifen 镇崔芬 in Taiyuan, Shandong (Huang 1987, 53, fig. 34; Yin 2008, pl. 57 ; see also Rawson 2001 (Huang 1987, 51) .
Appearing as a warrior in the mural, the deity wields an upright sword, but wears the silken robes of a courtier, not armor. His hair is tied in a topknot. Riding an enormous tortoise entwined by a snake through a sparsely vegetated landscape, Xuanwu has a demonic dragon-like attendant, and is categorized as yin, i.e., darkness and the phase water. Despite the creation of an anthropomorphic image of the deity, the ancient emblem persists.
The appearance of this anthropomorphic icon may be related to the development of new Daoist self-cultivation techniques in the Highest Clarity (Shangqing 上清) school, which began with a set of revelations in the mid-4 th century and was codified by its official first patriarch, Tao Fig. 3 . Guardian of the North, mural, tomb of Zhen Cuifen, Taiyuan, Shandong, Northern Qi, dat. 555 CE (Huang1987, fig. 34 ).
Hongjing 陶弘景 (456-536). Practitioners invoked the spirit animals in their ecstatic meditations and for the preparation of the elixir of immortality (Strickmann 1979, 169; de Bruyn 2010, 110) . For example, the Lingshu ziwen shangqing 零書紫文上經 (Upper Scripture of Purple Texts Inscribed by the Spirits, DZ 639), says, Once this is complete, the white pneuma will suddenly change into the celestial beasts. Cause the two green dragons to position themselves in your eyes and the two white tigers to place themselves within your nostrils. These should be facing outward. The vermilion sparrow should be above your heart, facing your mouth. The gray-green tortoise should be below your left foot and the numinous snake below your right foot. (Bokenkamp 1997, 325) By the 8 th century, sources record a cult dedicated solely to Xuanwu. Autonomy achieved, Xuanwu becomes the focus of Daoist ritual with the important function of guarding both the high priest and the sacred arena (Lagerwey 1992, 295) .
Zhenwu
Imperial patronage for Xuanwu appears first in the Song dynasty, when auspicious signs associated with the deity appeared in the capital of Kaifeng. In response, Emperor Zhenzong (r. 998-1022) ordered the construction of a temple dedicated to the god in 1017 (Chao 2011, 30 Various new Song schools, such as Celestial Heart (Tianxin 天心), Divine Empyrean (Shenxiao 神霄), and Pure and Subtle (Qingwei 清微), appropriated Thunder Rites (leifa 雷法) in their repertoire. These were rituals addressed specifically to Beidi, the Emperor of the North, and his demon kings, including Zhenwu, to control thunder and to exorcize evil and calamity (Chao 2011, 47) . The rituals were often based on military techniques and involved the positioning and disposition of spirit soldiers and the mastery of the military arts (Kagan and Wasecha 1982; Huang 2012, 325-26) . From then on, Xuanwu's cult gradually absorbed Beidi (Andersen 2004 (Andersen , 2:1188 , whose appeal largely comprised his martial power to protect the vulnerable northern regions and his ability to cure disease. There is no extant evidence that Beidi ever appeared in anthropomorphic form.
The Northern Dipper
The second ancient celestial cult assimilated under Zhenwu was that of the Northern Dipper constellation. Comprising seven stars, the gods were also known as "perfected" (zhenren 真人) and commonly summoned to exorcize malevolent forces. Like the four spirit animals, the Northern Dipper is an indicator of centrality, but it actually represents the sacred center and as such appears on an early artifact, a lacquer box from the 5 th century BCE tomb of the Marquis of Zheng.
The box shows the Northern Dipper painted at center, surrounded by an inscription naming the twenty-eight lunar mansions; flanking the composition are a snake-like dragon and tiger, mystical symbols of the east and west that orient the design (see Fig. 4 ). On the other side are curvilinear striated cloud designs punctuated with circles representing the stars. Later Han star maps on bronze mirrors and in tomb murals often feature the Northern Dipper as a configuration of seven orbs linked by bars. Painted on the ceiling, they replicate the night sky, as in the one found in a late Western Han tomb near Xi'an (see Fig. 5 ). The perimeter of the heavenly vault shows representations of the lunar mansions, occupied by small humanoids: these are perhaps the earliest occurrence of their anthropomorphic delineation. The funereal shrine of Wu Liang 武梁 in Shandong, dated 151 CE, also has a representation of the Dipper, but here a male figure seated in a chariot ascends into the sky surrounded by seven orbs linked by bars; to the right are a kneeling figure and two standing attendants (Liu and Yue 1991, 135) .
The Northern Dipper (Ursa Major) was an essential constellation in traditional China, presiding over the welfare of the state. As Edward Schafer notes, "These celestial deities were always paramount in the state cult, since they had a special relationship with the imperial house, the earthy nexus of power that radiated from them" (1977, 221) . Schafer also points out that they were essential in Han ritual, as rites were conducted on altars decorated with images of the sun, moon, and the Dipper stars (1977, 49) . Isabel Robinet adds, "The Dipper provides a ritual area and gives entry to it; it dictates the time and form of actions to be carried out. Director of the auspicious aspects of the world, it is also a protector charged with apotropaic powers. As the center, it is the abode of the Supreme One, Taiyi" (1997, 143) .
This symbolism remained important throughout the medieval period when Daoists, believing that Dipper worship led to immortality, appropriated its cult. Adepts could commune with the Supreme One through the practice of "pacing the nine stars of the Northern Dipper" (two of which were hidden from view) (Robinet 1997, 144) . Such meditative practices focused on an internal configuration that replicated the stellar one, as shown in a twelfth century manual (Schafer 1977, 240) . In the Tang, Highest Clarity practitioners lay on a board inscribed with the stars of Northern Dipper, meditating on the gods' names and praying to them to help them build an inner immortal body to ascend to heaven (1977, 241) . What is more, representations of the Northern Dipper as a series of seven circles linked by bars are a consistent theme on star swords and other ritual objects used to exorcize baleful spirits (Little and Eichman 2000a, 215) . Finally, the Dipper, affiliated with the yin or dark element, is associated with the power of water.
Inspired perhaps by the syncretic spirit of the late Song, various deities associated with the north became more closely affiliated. Katz 2000, 139) . Its Sanqing dian 三清殿 (Sanctuary of Three Pure Ones) contains numerous murals, dated by an inscription of 1325. It identifies the artist as Ma Junxiang 馬君祥 and his atelier (Katz 2000, 139) . Amidst floating clouds, the stars appear dressed in long silk robes, along with portrayals of other members of the Daoist pantheon of the Complete Perfection (Quanzhen 全 真) school (see Fig. 6 ). Fig. 6 . Stars of the Northern Dipper, mural at Yongle gong 14 th -c. Shanxi (Yun 2001, 164) However, these figures, like the multitude of other divinities portrayed in the mural, lack distinguishing features and have their names inscribed near them to assure certain identification. Though the stars of the constellation wear crowns, haloes, and hold a ritual object in their hands, bereft of their attributes, they could easily be taken for slender aristocrats at court.
The personification of the Dipper stars, which may have obtained anthropomorphic form as early as the Han dynasty, no doubt continued throughout, but no images are extant from before the Yuan. But there are extant anthropomorphic delineations of the planets, which have survived in copies of sixth-century originals (Little and Eichman 2000a, pl. 12), as well as Tang clay figurines dressed in ministerial robes with ani-mal heads embodying the zodiacal signs (Kuwayama 1987, no. 86) . Quite probably, this manner of representing stars as humans dressed in aristocratic silken robes continued with little change for over a thousand years. Fig. 7 . Gods of the Northern Dipper, mural, Pilusi, Hebei; dat. early Ming (Kang 1998, pl. 56) .
Early Ming dynasty murals, such as those at the Pilusi 毘盧寺, a Buddhist temple in Shijiazhuang, Hebei, replicate the generic manner of portraying the stellar divinities seen earlier at the Yongle gong, but the Northern Dipper is now part of a greater celestial pantheon in murals devoted to the Land Water Ritual (Kang 1998, pl. 56) (see Fig. 7 ). The celestial bodies appear as anthropomorphic deities dressed in long silk robes, each holding a ritual object. They wear small crowns, possibly replacing the haloes worn by the gods at the Yonglegong. The Dipper is important here as the keeper of the roster of the names of the dead; he has the power to prolong life by eradicating names on the list.
Buddhist Guardian of the North
A third deity subsumed by Zhenwu is the Buddhist guardian of the north, Vaiśravaṇa, one of the four directional heavenly kings (tianwang 天王/ devaraja), whose worship originated in India. Extant images go back to the second century BCE (Soper 1959, 232) . 7 His veneration, along with icons, traveled east along the Silk Route. By the sixth century, the four guardian kings, dressed in armor and striking militaristic poses are a common feature of Buddhist altars in China, where they protect the four directions. 8 Along the northern frontier, by far most vulnerable to attack, Vaiśravaṇa's worship was particularly prominent, eclipsing the other three celestial guardians, much as Xuanwu overwhelmed the other spirit animals.
With the development of esoteric Buddhism, moreover, the armed deity of the north achieved primacy (Berger 1994; Béguin and Colin 1994, 139; De Bruyn 2010, 26) . Independent icons of Vaiśravaṇa are plentiful, many found in the library Cave 17 at Dunhuang 敦煌, Gansu. Here he appears as a long-haired, burly, armor-clad warrior, his scarves enlivened by a divine wind. 9 Holding a long lance in his right hand, the deity has an entourage clustered around him, one of whom standing on the left holds his pendants set in motion by a strong wind. A woodcut illustration accompanying a passage of text dated to 945, also from Dunhuang and now in the British Museum, depicts him facing front and standing flat-footed; holding up his feet, the earth god emerges from the ground, while scarves swirl in arabesques around his arms (see Fig. 8 ). 7 The eminent seventh century monk Xuanzang recorded wonder-working statues of Lokapalas, or Guardian Kings, in his Da Tang xiyuji 大唐西域記 (Great Tang Record of The Western Countries). Soper 1959, 246. 8 See the pillar caves at Dunhuang where in the later Northern Wei period Guardian Kings stand in postures of defense at the corners of the niche see Dunhuang 1980, 1.pl. 38. 9 There are several other examples from Dunhuang. One inscribed with the local governor's dedication is illustrated in Whitfield and Farrer 1990, 106 . It is a woodblock print from Cave 17, dated to 947, 40 x 26.5 cm (01 1919.1-1.245 ). Another one is ascribed to the same period, ink and colors on silk, 61.8 x 57 cm (01 1919.1-1.045). Over a dozen such woodcuts survive from the site. The Jin dynasty leaders may have been instrumental in forging identification of the Buddhist deity with Zhenwu, being devoted Buddhist and patrons of Zhenwu as well. 10 Anthropomorphic depictions of Xuanwu holding a sword appear as early as the Six Dynasties period, and he was shown with flowing locks, barefoot and bearing his sword as one of the four saint protectors in group portraits from the Song dynasty, 11 but icons of Zhenwu as seen in the Ming dynasty show the influence of representations of Vaiśravaṇa. The Daoist god is now similarly standing flat footed, dressed in armor, with the excited ribbons of his costume encircling him as the Ming mural in the Pilu Temple, where identified by a cartouche, Xuanwu shangdi stands, in full armor, his left hand grasping his sword at a downward angle. 12 The ancient symbol is excluded, perhaps because here Xuanwu is identified by a cartouche and is part of the great pantheon of the Land Water Ritual (Kang 1998, pl. 38) (see Fig. 9) .
The Dipper appears as a separate persona at this site. In another example, an ink rubbing of a stele, dated to 1586 and found in the Six Harmonies Pagoda in Zhejiang, Zhenwu appears in the same manner and his feet rest the symbol of the tortoise and snake, not on the earth god featured in the Buddhist icon (see Fig. 10 ). Like the Buddhist god of the north, the long-haired armor-clad Zhenwu turns to the right, but he holds a sword rather than a lance; he also has an attendant on the left who holds a pennant. In addition, a stream of water in the left foreground represents the yin element related to the deity. The anomaly, the deity standing flat-footed, yet wielding the sword in a thrusting manner, distinguishes this particular Daoist icon. Still, Zhenwu's bare feet are an essential part of his iconography. As going bare foot is exceedingly rare for deities, one may surmise that this may have to do with the practice of the martial arts, a strong feature in Zhenwu hagiography. (Chao 2001, 56) Sculptural icons also employ the convention of showing Zhenwu in armor with wind-swept ribbons encircling his body, but these are often seated like the ones in the Shanxi Provincial Museum (see Fig. 11 ) and the Wudang Museum (see Fig.12 ).
In both cases, Zhenwu's identity is affirmed by his stance, naked feet, and the snake entwined tortoise (Yeung 2003, no. 13 ). These military personas mark the eminence of the deity in a pantheon growing first in the late thirteenth to the early fourteenth centuries (Chao 2011, 77) .
The Emperor of the North
Imperial associations with Xuanwu began in the Song dynasty when Emperor Taizong This is when his association with Mount Wudang began. Devotional literature of the time commemorates his ability to make rain, a power specially associated with dark yin and the phase water (Lagerwey 1992, 298) , an element that earlier was associated with both Xuanwu and the Northern Dipper.
The amalgamation of various northern forces is visible in a Yuandynasty hanging scroll, now found in the Reiunji 霊雲寺 (Numinous Cloud Temple) in Tokyo. Here the deity, haloed and crowned, is at the center of the composition and shown frontally. Seated like an emperor on a grand throne, he has a large retinue comprised of six burly warriors placed in the four corners. Flanking him on the left are two female attendants; on the right, there are two bearded dignitaries dressed in court robes. The ancient emblems of the turtle entwined by a tortoise appear at his feet and seven circles and bar symbols representing the Northern Dipper appear prominently on a standard held by an attendant on the left. Clouds surround the group, and in the upper area is a view of the sky. It is important to notice that the deity does not have long flowing hair and is neither barefoot, nor armed, or holding a sword. Nevertheless, as his cult expanded, he acquired these attributes (Saso 1972, 6) .
The early Ming emperors continued to seek Zhenwu's favor, celebrating his birthday and day of ascension at Mount Wudang, but his great ascent came under the Yongle Emperor (r. 1403-1424). His strong imperial patronage focused on the god and he made Mount Wudang the center of the deity's cult (De Bruyn 2010, 206-08) . Lagerwey thinks that Zhenwu's divine intercession allowed the Yongle Emperor to secure the throne in 1403; it also helped maintain peace and prosperity in the empire (1992, 298) . The imperial espousal led to a great building campaign on Mount Wudang: the Zixiao gong 紫霄宮 (Purple Empyrean Palace) complex replicated the Forbidden City in Beijing. According to Li Chi, these efforts were a means to unifying the recalcitrant south with the rest of his empire. Soon images of Zhenwu presented him as an emperor. Li contends that the Yongle Emperor may even have suggested that he himself was an incarnation of the god (1971, 157, (33) (34) (35) (36) , In addition, practitioners submitted written petitions to Zhenwu, like those offered up to the emperor (Chao 2011: 70-71) , although it is clear from the Reiunji painting that this image was already formulated in the Yuan dynasty.
A multitude of Ming dynasty images present Zhenwu as Emperor of the North, impassively seated on a throne, surrounded by attendants holding various imperial regalia, such as standards and flags. Dressed in a silken robe, he is barefoot and has no crown. The deity's awesome dignity manifests in his posture and throne. Unlike Buddhist icons, whose attributes are codified and allow for little variation, the image of Zhenwu has different characteristics. For example, the deity is sometimes bald, sometimes has long flowing locks. He may or may not have a moustache and chin beard. His hands, symmetrically placed, may rest on his knees palm down, however, his right hand is often before his chest in a hand gesture that shows the index and third fingers extended, while the left hand rests on his thigh (Giès et al. 2010, 222) .
There are also several mid-dynasty grand bronze icons, now housed in the museum at Mount Wudang (see Figs. 13-14) .
Figs. 13-14. Bronze Zhenwu, 5' tall, housed today in Wudang Museum
About five feet tall, they imperiously sit on thrones, their silken robes falling in gentle folds over their legs. The aniconic emblem, in tiny scale, still appears, before them. In addition, small-scale icons in a variety of materials replicate this iconic formula. A small Wanli era 萬曆 blue and white porcelain figurine portrays Zhenwu wearing a silk gown emblazoned with an imperial five-clawed dragon sitting on a throne in a stiff frontal position. 13 Addressed in devotional prayers as Dark Emperor, the god of Wudang remained the protector of the dynasty whose rulers continued to invoke his blessing (Seaman1985, 26-30) . This image affirms both the role of Emperor and Martial Guardian of the North, an identity forged by imperial sponsorship.
Daoist Practitioner
Zhenwu's hagiography is told the scriptures as well as in the late-Ming novel Beiyouji 北遊記 (Journey to the North), a story based on revelatory texts (Seaman1985, 5, 12; Dudbridge 1970, 32-37) . It represents an important transmission of the god's biography, telling his early life through his apotheosis in a conventional fashion that recalls the Buddha's hagiography. A Daoist practitioner, Zhenwu leaves his parents to study at Mount Wudang (Lagerway 199, 305) . After forty-two years of assiduous training, he ascends to heaven, where the Jade Emperor bestows the rank and powers of the Great Dark One upon him. The novel also explains some of his iconographical attributes. For example, he has long, flowing hair because he was unable to change his appearance after his investiture.
Zhenwu thereby connected with Daoist practitioners on Mount at Wudang. The mountain was originally a site sacred to both Buddhist and Daoists (De Bruyn 2010, 74-77) , but in the Yuan dynasty, Daoists promoted the myth that Zhenwu achieved perfection here. They identified the Wulongci 五龍祠 (Five Dragon Shine) as the location of his apotheosis. As they promoted the god further in their writings, they integrated local folklore and published his story in gazetteers and regional albums of paintings. Some had endorsements by such leading figures as Zhao Mengfu 趙 孟 頫 ,the famous Chinese calligrapher and painter who held a high position the Yuan government (Chao 2011, 86-87) .
A sacred place with resident Daoist masters, Mount Wudang attracted numerous pilgrims and practitioners. It flourished until the destructive attacks at the end of the Yuan dynasty and was rebuilt in the early Ming. From this time onward, the popularity of the mountain had increased steadily: as a scenic and spiritual site, a place of pilgrimage and religious retreat.
Zhenwu appears as a Daoist sage in an illustrated version of the Ming text Xuantian zhenwu 玄天真武 (Dark Heaven Perfect Warrior), dated to 1598. It is now in the Bibliothéque Nationale de France in Paris (Chinois 9546/1196). Here the haloed deity stands barefoot, with long hair cascading over his shoulders, wearing a flowing robe with flying ribbons. However, the ancient symbol still prevails-before him is a small-scale representation of the snake entwined around the tortoise (see Fig. 15 ; Schipper and Verellen 2004, 2:1198) . Ming sculptures also show him a Daoist sage standing in a casual pose, wearing long robes like the wooden figurine in the Shanxi Provincial Museum or the life size bronze sculpture in the Wudangshan Museum. Both present him in plain robes, without armor or adornment.
Conclusion
Zhenwu appears in several types of icons. One reason for this variety may have to do with regional preferences and varied scriptural and literary sources. Examining hundreds of temples in north China, Willem Grootaers observed that nearly every village had mural narratives dedicated to the god. From the transmissions of revelatory texts he concluded that these were part of separate pictorial lineages that had little to do with scriptural sources (Grootaers 1952, 165) . To this point, it has been shown here that a visual tradition representing celestial beings associated with the north often preceded textual descriptions. This is clearly the case with the aniconic symbol Xuanwu as appearing as early as the late Zhou era, representations of the stellar configuration of the Northern Dipper which figured often in later Han dynasty art, and the anthropomorphic image of Xuanwu which emerged in the Northern Wei period.
Quite possibly, the Daoists at Wudang wove the various aspects of the god into one multifaceted grand persona. Nevertheless, all later portrayals have deep roots in earlier incarnations of deities associated with the north. Their worship was gradually subsumed into the cult of Zhenwu.
One painting in particular, dating from the Qing dynasty and today in the Art Institute of Chicago, shows the complex of divine personalities combined. Here Zhenwu is dressed and seated like an emperor. Above his head are the eight trigrams and emblems of the Northern Dipper constellation. A small tortoise entwined by a snake appears at his feet. Thus, the ancient god the north Xuanwu, transformed into Zhenwu in the Song dynasty, still maintained the emblem of the militant snake and tortoise entwined in mutual animosity.
Another assimilation linked him with the important deity of the Northern Dipper, worshiped since antiquity. This is evident in the appropriation of articles emblazoned with the image of the constellation as the star sword and the silken banner. Identification with the Buddhist guardian of the north, next, was perhaps the most important in the transformation. It changed the seated, silk-robed deity into a standing burly and armor-clad war god.
Next, with the elevation of Zhenwu to Northern Emperor in the Yuan dynasty, came the portrayal of the supreme god as ruler, seated in frontal position, immobile on a throne. Lastly, in accord with Daoist tradition, Zhenwu appears as a long-haired adept living on Mount Wudang, wearing long, flowing robes. Zhenwu as deity, protector, and model practitioner is thus a multi-faceted, ever changing divine power with pervasive influence throughout Chinese history.
